

















詩 『マクシマス詩篇』 『T. S. エリオット全詩集・全戯曲集』
アン岬 ・グロスターの朝（507, 558） ・「アン岬」『風景詩群』（1935）所収（142）























チャールズ・オルソンと T. S. エリオット
～バラをして語らしめよ～※
Charles Olson versus T. S. Eliot:
Let the Roses Speak their Words of Wisdom
Yorio HIRANO
キーワード　チャールズ・オルソン（Charles Olson）
　　　　　　T. S. エリオット （T. S. Eliot）



















　Tradition is a matter of much wider significance. It cannot be inherited, and if you want it you must 
obtain it by great labour. It involves, in the first place, the historical sense, which we may call nearly 
indispensable to anyone who would continue to be a poet beyond his twenty-fifth year; and the historical 
sense involves a perception, not only of the pastness of the past, but of its presence; the historical sense 
compels a man to write not merely with his own generation in his bones, but with a feeling that the 
whole of the literature of Europe from Homer and within it the whole of the literature of its own country 
has a simultaneous existence and composes a simultaneous order. This historical sense, which is a sense 
of the timeless as well as of the temporal and of the timeless and of the temporal together, is what makes 
a writer traditional. And it is at the same time what makes a writer most acutely conscious of his place in 
time, of his own contemporaneity.(14)
　No poet, no artist of any art, has his complete meaning alone. His significance, his appreciation is 
the appreciation of his relation to the dead poets and artist. You cannot value him alone; you must set 
him, for contrast and comparison, among the dead.［…］ what happens when a new work of art is 
created is something that happens simultaneously to all the works of art which preceded it. The existing 
monuments form an ideal order among themselves, which is modified by the introduction of the new 
(the really new) work of art among them.The existing order is complete before the new work arrives; for 
order to persist after the supervention of novelty, the whole existing order must be, if ever so slightly, 
altered［…］ Whoever has approved this idea of order, of the form of European, of English literature will 
not find it preposterous that the past should be altered by the present as much as the present is directed 
































　What is to be insisted upon is that the poet must develop or procure the consciousness of the past and 
that he should continue to develop this consciousness throughout his career.
　What happens is a continual surrender of himself as he is at the moment to something which is more 








　Consequently, we must believe that ‘emotion recollected in tranquility＇ is an inexact formula. For it 
is neither emotion, nor recollection, nor, without distortion of meaning, tranquility. It is a concentration, 
and a new thing resulting from the concentration, of a very great number of experiences which to the 
practical and active person would not seem to be experiences at all; it is a concentration which does not 
happen consciously or of deliberation. These experiences are not ‘recollected’, and they finally unite in 
an atmosphere which is ‘tranquil’ only in that it is a passive attending upon the event. Of course this is 
not quite the whole story. There is a great deal, in the writing of poetry, which must be conscious and 
deliberate. In fact, the bad poet is usually unconscious where he ought to be conscious, and conscious 
where he ought to be unconscious. Both errors tend to make him ‘personal’. Poetry is not a turning 


















   There are many people who appreciate the expression of sincere emotion in verse, and there is a 
smaller number of people who can appreciate technical excellence. But very few know when there 
is an expression of significant emotion, emotion which has its life in the poem and not in the history 
of the poet. The emotion of art is impersonal. And the poet cannot reach this impersonality without 
surrendering himself wholly to the work to be done. And he is not likely to know what is to be done 
unless he lives in what is not merely the present, but the present moment of the past, unless he is 



















　エリオットの「伝統と個人の才能」から約 30 年後に出版された「投射詩論」（“Projective 
Verse,” 1950）を検討してみよう。翻訳は拙訳を用いる。
─ 45 ─
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　i）投射詩論冒頭
　　Projective Verse
    
　  　  (projectile        (percussive       (prospective
                 　　　　　vs.
          　  　　The NON-Projective  
（or what a French critic calls ‟closed” verse, that verse which print bred and which is pretty 
much what we have had, in English & American, and have still got, despite the work of Pound & 
Williams:
it led Keats, already a hundred years ago, to see it (Wordsworth’s, Milton’s) in the light of  ‟the 
Egotistical Sublime”; and it persists, at this latter day, as what you might call the private-soul-
at-any-public-wall）
　Verse now, 1950, if it is to go ahead, if it is to be of essential use, must, I take it, catch up and put 
into itself certain laws and possibilities of the breath, of the breathing of the man who writes as well 
as of his listenings. ［….］
     I want to do two things: first, try to show what projective or OPEN verse is, what it involves, 
in its act of composition, how, in distinction from the non-projective, it is accomplished; and II, 
suggest a few ideas about what stance toward reality brings such verse into being, what that stance 


























　Frist, some simplicities that a man learns, if he works in OPEN, or what can also be called 
COMPOSITION BY FIELD, as opposed to inherited line, stanza, over-all form, what is the “old” 
base of the non-projective.
　⑴ the kinetics of the thing. A poem is energy transferred from where the poet got it (he will have 
some several causations), by way of the poem itself to, all the way over to, the reader. Okay. Then 
the poem itself must, at all points, be a high energy-construct and, at all points, an energy-discharge.
［....］ From the moment he ventures into FIELD COMPOSITION1―puts himself in the open―he 
can go by no track other than the one the poem under hand declares, for itself.［....］
　 ⑵ is the principle, the law which presides conspicuously over such composition, and, when 
obeyed, is the reason why a projective poem can come into being. It is this: FORM IS NEVER 
MORE THAN AN EXTENSION OF CONTENT.（Or so it got phrased by one, R. Creeley, and it 
makes absolute sense to me［....］）
　Now ⑶ the process of the thing, how the principle can be made so to shape the energies that 
the form is accomplished. And I think it can be boiled down to one statement（first pounded into 
my head by Edward Dahlberg）: ONE PERCEPTION MUST IMMEDIATELY AND DIRECTLY 
LEAD TO A FURTHER PERCEPTION. ［....］ And if you also set up as a poet, USE USE USE the 
process at all points, in any given poem always, always one perception must must must MOVE, 
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である。 形態を完成すべく数々のエネルギーに明確な形を
─ 47 ─









　From the moment the projective purpose of the act of verse is recognized, the content does 
― it will ― change.［....］ It is no accident that Pound and Williams both were involved variously 
in a movement which got called “objectivism.” But that word was then used in some sort of a 
necessary quarrel, I take it, with “subjectivism.”［....］ What seems to me a more valid formulation 
for present use is “objectism,”［....］ Objectism is the getting rid of the lyrical interference of the 
individual as ego, of the “subject” and his soul, that peculiar presumption by which western man 
has interposed himself between what he is as a creature of nature (with certain instructions to carry 
out) and those other creations of nature which we may, with no derogation, call objects. For a 
man is himself an object, whatever he may take to be his advantages, the more likely to recognize 
himself as such the greater his advantages, particularly at that moment that he achieves an humilitas 

















    ［I］t could be argued that it is because Eliot has stayed inside the non-projective that he fails 
as a dramatist―that his root is the mind alone, and a scholastic mind at that (no high intelletto 
despite his apparent clarities)― and that, in his listenings he has stayed there where the ear and the 
mind are, has only gone from his fine ear outward rather than, as I say a projective poet will, down 
through the workings of his own throat to that place where breath comes from, where breath has its 







































　他方，ピューリタンより 3 年ほど遅れて 1623 年にアン岬のグロスターにやって来たドーチ
ェスターの漁師たちは，初めから漁業目的で入植したのであった。彼等が，放置されていた漁
業足場を無断で用いて漁業を行なったことから，プリマスのピューリタンとグロスターの漁師
の間で諍いが起き，流血沙汰に発展しそうになる（Butterick, A Guide 167）。オルソンが『マク
シマス詩篇』で漁業足場をめぐる争いを語る「手紙 23」（LETTER 23）を見てみよう。
─ 49 ─
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5. オルソンの歴史感覚
LETTER 23
But here is the first surprise: all the evidence is, that the Plymouth
people, aboard the Charitie ［…］ got in from England before
the above Dorchester fishermen made it, and the Pilgrims had their
stage up when these others did arrive, five weeks out of Weymouth.
It was this fishing stage which was fought over the next season,
when the Plymouth men returned to find that Westcountry fishermen
had preempted it; and Miles Standish was sent for, to fight about
it. 
What we have here―and literally in my own front yard, ［….］                   
What we have in this field in these scraps among these fishermen,
and the Plymouth men, is more than the fight of one colony with
another, it is the whole engagement against (1) mercantilism
…………………………………………………………… and (2) against
nascent capitalism except as it stays the individual adventurer
and the worker on share―against all sliding statism, ownership
getting in to , the community as, Chambers of Commerce, or theocracy;































































0 0 0 0 0 0 0 0 0 0 0 0 0
苦しむのである」
─ 51 ─

















　「アン岬」（“Cape Ann”）はエリオットの風景詩群（Landscapes）中 5 番目の詩である。日本
語訳は拙訳である。
Cape Ann
O quick quick quick, quick hear the song-sparrow,
Swamp-sparrow, fox-sparrow, vesper-sparrow
At dawn and dusk. Follow the dance
Of the goldfinch at noon. Leave to chance
The Blackburnian warbler, the shy one. Hail
With shrill whistle the note of the quail, the bob-white
Dodging by bay-bush. Follow the feet
Of the walker, the water-thrush. Follow the flight
Of the dancing arrow, the purple martin. Greet
In silence the bullbat. All are delectable. Sweet sweet sweet
But resign this land at the end, resign it
To its true owner, the tough one, the sea-gull.








































目，７行目，８行目の命令文の文頭で反復されている。７行目の “Follow” には，“the feet”が
続き，８行目の “Follow”には “the flight”が続くので，あからさまな “f”　音の連鎖が見られ
る。５行目から６行目にかけて“l” 音 (Hail/ With shrill whistle the note of the quail) や７行目の “b”
音 (by bay-bush) などの音の連鎖も，詩を前へ前へと進めるのに貢献している。
─ 53 ─





































　① The Day’s Beginnings
(in Gloucester, where there are not enough Birds
─ 54 ─
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or Chickens to arouse or announce the
Morning’s Arrival)
gulls, on the grass, first   on which they never are except
when no human beings―or for that matter animals or children―
and yet up
the dogs, next, let out from each house as though they all―
the dogs―awoke at the same moment & the household―
someone in it, opened
a door in each of the houses at
the same moment: what is marked
(about the dogs) is the exact resemblance
―& exact same actions as human beings awakening
and first appearing to each other in their living rooms
or ‘Mother’ in the kitchen
The next of course the children,
busily making their way off to,
―and husbands, soon
―wives
Are last, and so much later―clothes on the line or
out with wash: the day’s then well-
begun
Chas. O.  Monday
AM  8:00?  March
7th,  LXVI　　　（507）
一日のはじまり
0 0 0 0 0 0 0
（グロスター



































　　    fishermen do―it makes therefore a
         
very different
City, a hippocampus of a
City    halfish set & halfish land &
day is riverine: when men
are washed as gods in the Basin of Morning
［Monday June 20th］　　　　　　　　　　（558）


























　　I, Maximus of Gloucester, to You
Off-shore, by islands hidden in the blood
jewels & miracles, I, Maximus
a metal hot from boiling water, tell you
what is a lance, who obeys the figures of
the present dance
　　1
the thing you’re after
may lie around the bend
of the nest (second, time slain, the bird! the bird!




sweep low, o bless
the roofs, the old ones, the gentle steep ones
on whose ridge-poles the gulls sit, from which they depart,
─ 57 ─
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And the flake-racks
        of my city!
2
…………………………………………………………………….
(o my lady of good voyage
in whose arm, whose left arm rests
no boy but a carefully carved wood, a painted face, a schooner!
a delicate mast, as bow-sprit for
forwarding　　（5-6: 強調は平野）


















































　　　The Dry Salvages IV 節
                             IV
　Lady, whose shrine stands on the promontory,
Pray for all those who are in ships, those
Whose business has to do with fish, and
Those concerned with every lawful traffic
And those who conduct them.
　Repeat a prayer also on behalf of
Women who have seen their sons or husbands
Setting forth, and not returning:
Figlia del tuo figlio,
Queen of Heaven.
　Also pray for those who were in ships, and
Ended their voyage on the sand, in the sea’s lips
Or in the dark throat which will not reject them
Or wherever cannot reach them the sound of the sea bell’s
Perpetual angelus.　　　　　　　（189）
─ 59 ─























































　　　　　　　The Dry Salvages  V 節（以下 Four Quartets は二宮徳道訳を用いる）
The hint half guessed, the gift half understood, is Incarnation.
Here the impossible union
Of spheres of existence is actual,
Here the past and future
Are conquered, and reconciled,
Where action were otherwise movement
Of that which is only moved
And has in it no source of movement―
Driven by daemonic, chthonic
Powers. And right action is freedom
From past and future also.
For most of us, this is the aim
Never here to be realised;
Who are only undefeated
Because we have gone on trying;
We, content at the last
If our temporal reversion nourish
(Not too far from the yew-tree)











































He ［Bowditch］ represents, then, that movement of NE monies
away from primary production & trade
to the several cankers of profit-making
which have, like Agyasta, made America great.  
Meantime, of course, swallowing up
─ 62 ─
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the land and labor. And now,
the world.　　　　　　　　　　　（76）









But here is the first surprise: all the evidence is, that the Plymouth
people, aboard the Charitie ［…］ got in from England before
the above Dorchester fishermen made it, and the Pilgrims had their
stage up when these others did arrive, five weeks out of Weymouth.
It was this fishing stage which was fought over the next season,
when the Plymouth men returned to find that Westcountry fishermen
had preempted it; and Miles Standish was sent for, to fight about
it. 
What we have here―and literally in my own front yard, ［….］                   
What we have in this field in these scraps among these fishermen,
and the Plymouth men, is more than the fight of one colony with
another, it is the whole engagement against ⑴ mercantilism
……………………………………………………………and ⑵ against
nascent capitalism except as it stays the individual adventurer
and the worker on share―against all sliding statism, ownership
getting in to , the community as, Chambers of Commerce, or theocracy;
























                                                         
　　　③ History is the Memory of Time
That year the STAGE FIGHT―and as much a Western as
why not, with Hewes’ men backed up on the stage they’d taken
by right of hand from Plymouth poor Johns hadn’t yet got to
fishing that season (stayed in bed)
　　　　　　　　　　　　　　Miles Standish,
probably looking just like they tell us coal shuttle
on head silly pistol cocked at Hewes’ chest slashed trousers
ballooning over bow legs
　　　　
　　　　　　　　 Hewes & men backing back on state toward water,
pushing hogsheads into place for barricade, meanwhile Standish
small chimney fuming（“lousy Christian” says Rev Hubbard didn’t know
enough to turn other fowling piece　　　　　　　　　　　　　（116: 強調は平野））







　　　　愚かにもピストルの撃鉄を起こして，ヒューズの胸に突きつけた。    





































Migration in fact （which is probably
as constant in history as any one thing:   migration
        
is the pursuit by animals, plants & men of a suitable
―and gods as well―& preferable
environment; and leads always to a new center. If I were pressed
I’d add the dipole of the Aesir- Vanirs, that
to the impetus (the raging there is added the
Animus: that the Mind or Will always
─ 65 ─
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successfully opposes & invades the Previous, This
is the rose is the rose is the rose    of the World
Monday night August 8th   （565: 強調は平野）　　　

































　　　　Little Gidding V 
We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
And know the place for the first time.
Through the unknown, remembered gate
When the last of earth left to discover
Is that which was the beginning;
At the source of the longest river
The voice of the hidden waterfall
And the children in the apple-tree
Not known, because not looked for
But heard, half-heard, in the stillness
Between two waves of the sea.
Quick now, here, now, always―
A condition of complete simplicity
(Costing not less than everything)
And all shall be well and
All manner of thing shall be well
When the tongues of flame are in-folded
Into the crowned knot of fire












































ラで，煙はイバラなのだ」(If to be warmed, then I must freeze / And quake in frigid purgatorial fires 























　　　　　　　　I set out now
　　　　　　　　in a box upon the sea                     (373)
                                                           
　　　　　　　　さあ，出発だ
　　　　　　　　箱の舟にのって，海へ
　　　　② Maximus to Gloucester, Letter 27 [withheld]
　　　　　　　　　　　  the generation of those facts
　　　　　　　　which are my words, it is coming
　　　　　　　　from all that I no longer am, yet am,
　　　　　　　　the slow westward motion of
　　　　　　　　more than I am
　　　　　　　　There is no strict personal order
　　　　　　　　for my inheritance.
　　　　　　　　　　　　      No Greek will be able
　　　　　　　　to discriminate my body.
　　　　　　　　　　　　      An American
　　　　　　　　is a complex of occasions,
　　　　　　　　themselves a geometry
　　　　　　　　of spatial nature.                            （184-5: 強調は平野）






















　　　Burnt Norton V 節冒頭　　　
　　　　　　V
Words move, music moves
Only in time; but that which is only living
Can only die. Words, after speech, reach
Into the silence. Only by the form, the pattern,
Can words or music reach
The stillness, as a Chinese jar still
Moves perpetually in its stillness.
Not the stillness of the violin, while the note lasts,
Not that only, but the co-existence,
Or say that the end precedes the beginning,
And the end and the beginning were always there
Before the beginning and after the end.
And all is always now. Words strain,
Crack and sometimes break, under the burden,
Under the tension, slip, slide, perish,
Decay with imprecision, will not stay in place,
Will not stay still. 
……………………….
Sudden in a shaft of sunlight
Even while the dust moves
There rises the hidden laughter
Of children in the foliage
─ 71 ─
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Quick now, here, now, always―
Ridiculous the waste sad time






































































































What we have here―and literally in my own front yard, as I sd to Merk,
asking him what delving, into “fishermans ffield” recent historians…
not telling him it was a poem I was interested in, aware I’d scare him
off　　　　　　　　　　　　　　　　　 (Maximus Poems 104）
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すなわち，西へ向かう動きは，イギリス人を新大陸に向かわせただけでなく，先住民をも西へ
















　T. S. エリオットが『四つの四重奏』（Four Quartets）を歌い納める『リトル・ギディング』
最終部でバラの形をした煉獄の炎に焼かれることを，最高の浄めのプロセスとして受け入れて
いる事実を，われわれは既に見た。そして，エリオットにあっては，この世はダンテの『神曲』「天













Robert Creeley: To Define
　A poetry can act on this: “A poem is energy transferred from where the poet got it (he will have 
some several causation), by way of the poem itself to, all the way over to, the reader.” One breaks 
the line of aesthetics, or that outcrop of a general division of knowledge. A sense of the KINETIC 
impels recognition of force. Force is, and therefore stays.
─ 76 ─
平　野　順　雄
　The means of a poetry are, perhaps, related to Pound’s sense of the increment of association; 
usage coheres value. Tradition is an aspect of what anyone is now thinking, ― not what someone 
once thought. We make with what we have, and in this way anything is worth looking at. A tradition 
becomes inept when it blocks the necessary conclusion; it says we have felt nothing, it implies 
others have felt more. （The New American Poetry 408: 下線は平野）
　クリーリーはエリオットの「伝統」について，ロナルド・アレン編『新しいアメリカ詩
1960 年』に収められた詩論の中で“Tradition is an aspect of what anyone is now thinking, ―not 









序文」（Lyrical Ballads, 1802）を槍玉にあげて，その中心命題 “Poetry is the spontaneous overflow 












Out of the light of Heaven   the flower
grows down, the air




















※本稿は，2018 年 11 月 10 日（土）首都大学東京において開催された日本 T. S. エリオット協





⑴　『ピサ詩篇』の中でも母親バチがハチの幼児を育てる場面を描いた Canto LXXXIII（Cantos 552-3）は，緑の
世界での生命の継承を美しく歌い上げる。これと照らすと，人間の営みがいかに虚栄に満ちているのかをパ
ウンドは発見し，激しく糾弾する。それが，Canto LXXXI の「お前の虚栄を引きずりおろせ」パセッジ（Cantos 
541） である。重罪犯を収容するピサの陸軍軍規律収容所（Disciplinary Training Center）に収容され，死の危
機に曝されて日々を過ごしていたパウンドは，緑の世界の偉大さをはじめて発見したのである。
⑵　 Murder in the Cathedral （1939） は，The Complete Poems and Plays of T. S. Eliot. London: Faber and Faber, 1969. 
237-282 に所収。
⑶　ガートルード・スタイン（Gertrude Stein, 1874-1946）作『世界はまるい』（The World Is Round, 1939） の女主
人公 Rose は「バラはバラでバラでバラでバラである」（“Rose is a Rose is a Rose is a Rose a Rose”） という文字
列が木の周りを一周するまで刻んだ。また，『地理と劇』（Geography and Plays, 1922）の一部をなす「聖なる
エミリー」（“Sacred Emily”）の中に「バラはバラでバラでバラである」（“Rose is a rose is a rose is a rose”）と
いう特徴的なフレーズの最初の例がみられる。
⑷　「天の白バラ」（Celestial Rose）は，聖者が集まってなす宇宙空間の最高の位置にある白バラ。ダンテ作『神
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